This exploratory article analyses a number of photographs concerning the events around the first two years of the Second World War in France. It focuses on two key groups of pictures; the first presents the official and strategic narratives which were produced by the military, and the second those taken by freelance photographers who were less subject to restrictions. Among the images in the latter group, a recurrent visual vocabulary has emerged which posits fleeing refugees in a particular way. However, a close analysis of the work of the American photographer Thérèse Bonney suggests very different kinds of visual narratives from those which are commonly taken to represent this experience, and also implies the existence of a possible gendered narrative. This exploration therefore suggests that further research into the work of other photographers has the potential to uncover numerous visual narratives which nuance and complicate the existing dominant visual images of these events.
The phoney war which followed the outbreak of the war in September Hell is on the roads and at the entrance to the bridges of the Loire. No films from the cinematographic service of the army, no reporter who was there could give the slightest idea of the 1 My thanks go to Nikki Cooper and Claire Gorrara for their constructive and helpful comments on earlier drafts of this article.
shuffling flow of humanity under the beating sun! (Bourniquel 1960 (Bourniquel : 1555 Nonetheless, archives, personal narratives and sources of all kinds have survived which deal with these events and they are increasingly being mobilised to help us understand the popular experience of the mass displacement which followed the outbreak of the war and the defeat in France. There is now a growing literature on the civilian experience of the defeat.
2 However, although numerous images of this experience have survived, to date, little has been written about visual representations of these events.
This article will focus on two main types of photographs taken at this time. Firstly, the officially endorsed propaganda photos which were circulated by the authorities, and secondly, a number of freelance photos, some of which were circulated through agencies, others belong to the personal collections of the photographers themselves. The discussion will focus in particular, but not exclusively, on a corpus of images held in the photographic collection at the BDIC/MHC in Paris. 3 This remarkable archive contains pictures which belong to both these categories, official and private. They depict events from the time of the declaration of the war in September 1939, through to the ensuing occupation of France by the Germans. The collection has benefited from the donations of their work by several photographers, including for example Noel Le Boyer, Jean-Gabriel Seruzier and Thérèse Bonney. The latter, an American woman who spent most of her life in France, put together a series of 2 Vidalenc (1957) , Amouroux (1964) , Ollier (1969) , Kedward (1981) , Miquel (2003) , Diamond (2007) , Gemie & Reid (2007) 3 Bibliothèque de documentation contemporaine/ Musée d'histoire contemporaine. My thanks to Thérèse Blondet-Bisch for all her help and guidance in contextualising the collection and making it available to me. could be symbolised metonymically by the farm-wagon in Paris, the dead horse at the roadside or by shoes impossible to walk in and bundles too heavy to carry' (Holman 2002 : 62) . This article will argue that while controlled the daily communiqués and prescribed in detail the information which the press had to print under threat of sanctions if they did not do so. At this time, photography was seen as being of negligible importance.
Few photographers were employed. The military only allowed some rare staged propaganda pictures to circulate which dealt with the everyday life of soldiers including images of them eating, washing, reading letters.
These were designed to reassure French families who were separated from loved ones on the Front (Denoyelle 2001: 117). These first images were fuzzy and were often stills taken from the newsreels; few were released out of fear that they might divulge information to the enemy.
This restrictive information policy led the Italians and the Allies to complain that they had no pictures from France at a time when they were being swamped with carefully prepared images from the German propaganda departments about their preparations for war (Denoyelle 2001: 116) . Many more images of these weeks were in fact available than were ever circulated. Six months into the phoney war, Henri CartierBresson, the photographer, was working for the SPA at the Hotel Continental in Paris, and he told his friend Georges Sadoul that since no one had thought to equip them with the necessary materials to retouch the thousands of photos they had of the military, and since censorship rules forbade the circulation of pictures where the soldier's number was visible on his insignia, all these images languished unused in the archives (Sadoul 1994: 170) . An image of the impact of the war on the innocent victims.
A French soldier lifts this infant who is in danger of German bombardment into a train of evacuees where it is safely returned to its mother's arms.
These 'strategic' pictures evidently sought to sanitise this process of preparation for war. They suggest a sense of authority and calm, there is a distinct absence of fear or panic of any kind, just a sense of urgent necessity to evacuate these families to safety away from the front line.
These images offer a positive image of evacuation and suggest that arrangements were in hand should further evacuation prove necessary.
Politically and militarily loaded, they show a concern by those in authority to project an image of the army in control. They project the Republic as a paternalist institution able to cope during times of crisis and which has come to the aid of those in need, the most vulnerable members of the populations, and mothers with infants. Indeed, such images of refugees being fed and looked after gives a counter image of what would actually occur some months later when the authorities were quickly overwhelmed by the scale of people who fled south. The camera is positioned in such a way that the latter dominate the image suggesting strongly the power of the military and emphasising the vulnerability of these civilian refugees. Many appear to be dressed in black indicating that they are rural populations. There are many women and children, though there also men in the crowd; one can be seen carrying a heavy sack of luggage over his back. One woman accompanied
by two children appears to have managed to gain a lift on the platform of the second convoy vehicle though it is not clear why they would want to do this, if indeed the convoy is heading towards the front, it may not be.
They look down on the mass of refugees as they pass. In the foreground of the picture a number of French soldiers can be identified. Two uniformed, capped soldiers can be identified walking towards the camera, evidently in motion at the time the photo was taken, they are out of focus. They are not interested in the refuges but just in moving on and getting where they need to go. A group of helmeted soldiers is positioned not far behind them, two of whom are standing at the edge of the crowd in a position which suggests that they might be controlling the civilians and attempting to keep them out of the way of the military vehicles. The picture offers a powerful symbolic representation of the civilian and military boundaries of war. The focus is not on helping refugees as in the earlier pictures, here the refugees are not the key subject, and the focus has shifted to a different hierarchy of concern. The refugees seem an irritating detail which needs to be controlled so as not to interfere with the important work of the military in its conduct of war.
These first refugees were probably mainly Belgians but there were also Bourke-White were three of the most prolific American photographers during the Second World War. All three women believed they had a mission to show the world the impact of the war on individuals. Ethically invested, all three focused on the vulnerable, suggesting perhaps that they were offering a specifically gendered narrative of the war.
It is certainly the case that photographs give insight into some of the overlooked intimate details of life on the road in 1940. Her shots cover a range of experiences from the makeshift encampments, to women struggling with heavy bags and carrying children who were not able to walk, as well as the frightening moments taking shelter during the raids before moving on. Women, children and the elderly are her subjects, unlike the other pictures of fleeing refugees on the roads where they seemed not to be so present despite historical evidence to the contrary.
Her pictures portray aspects of the exodus experience that are less common elsewhere. For example, one of the major problems for fleeing refugees caught up in the massive population movement was the fact that they lost one another and this was not always simply a matter of accident.
People would often split up for practical reasons. Mothers were even blithely prepared to hand over their children to refugees with space in their cars or passing military convoys and then could not track them down. It may now seem extraordinary to us that mothers took these kinds of risks, but the very fact that they were prepared to do so suggests that they had no idea of the scale of the disaster. Many simply imagined that they would easily catch up with their children later in the journey.
Of course, this proved much more difficult than they ever imagined 123-4). Bonney's images met its key objectives on two levels. Firstly, the pictures themselves bear witness to events that were not being discussed. Secondly, they are a moving attempt to counter the Nazi propaganda which was submerging the press in France. Not resigned, nor defeated, they show how French people can adapt psychologically and not collapse, even when they find themselves under extreme pressure
Conclusions
The very existence of this collection of images seems to challenge the observations of certain historians that no such photographs were taken whose work remains to be uncovered and explored, and whose images would offer additional narrative readings of these events. A further aspect of this research would be to pursue the evident gender dimension which has emerged here. When it comes to Bonney's work, there appears to be a strongly gendered perspective not just in the choice of subjects but also in the choices she has made about what she wishes to portray and how she wishing to portray it. This exploratory discussion of photographic visual representations shows that by analysing these images and the narratives behind them, we can identify those which are being mobilised to political ends and draw on others which complicate the existing narratives and help to foster a more fragmented and fractured perception of events.
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